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ABSTRACT
The particular dissertation is focused on the creative process of design-
ing and effectively communicating the brand identity of organisations 
and, in particular, higher education universities and institutions, through 
print and digital media. More specifically, the promotion of both current 
and potential educational and research activities of the Industrial Design 
Lab of the Aristotle University of Thessaloniki will serve as the disser-
tation’s case study. The Industrial Design Lab is part of the School of 
Visual and Applied Arts of the Aristotle University of Thessaloniki and 
is focused on: (a) Design – technology-driven & human-centred industri-
al design; (b) Research - development of new methodological standards 
and tools for the design of usable objects; (c) Education – co-ordinating, 
organising and teaching undergraduate courses of Industrial Design; (d) 
Interdisciplinarity and Extraversion – the development and promotion 
of design and design thinking through strategic partnerships with other 
departments of AUTH, cultural institutions, institutes, and production 
units. 
The outcomes of the dissertation comprise the following: (a) delineation 
of an initial theoretical framework on graphic design, branding, and vi-
sual identity design; (b) overview of relevant visual identity examples 
and case studies; and (c) the applied design part of the thesis, leading 
to an integrated visual identity for the Industrial Design Lab and its ap-
plications, that reflect the role, character, and ongoing activities of the 
Lab. The deliverables of the design project concerning the visual identity 
include a comprehensive body of graphic work (logotype(s), visual iden-
tity guidelines, icons, layout templates and print graphics, as well as the 
user interface design of a website).
Keywords Graphic design • Communication • Branding • Visual identity 
• Corporate identity • Higher education
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INTRODUCTION
This thesis combines a theoretical and an applied design part (case study). 
The first part is focused on conducting a cohesive literature review of 
the pertinent bibliography on graphic design and branding. It should be 
noted that the available research literature on university visual identity 
is limited, contrary to the bibliography on corporate identity (Alessandri 
et al., 2006). Thus, it is expected that the particular dissertation is contrib-
uting a solid body of supplemental bibliographical work, as well as an 
integrated empirical case study, to the particular research domain.
The second part addresses the creation of an original visual identity for 
the Industrial Design Lab of the Aristotle University of Thessaloniki, re-
flecting its character and raising awareness among current/prospective 
students and other interested parties. Successful and contemporary ex-
amples of brand identities are being presented and taken into consid-
eration. The proposed visual identity aims at being flexible enough to 
function across a variety of on- and off-line channels. Thus, the deliv-
erables include: visual identity proposals, print graphics, as well as the 
user interface (UI) design of a website communicating the academic and 
research activities of the Lab. Finally, a few drafts and variations of the 
proposals are included in the Appendix. 
The research questions of the particular dissertation include the following:
• How can we design a contemporary, digital-first visual identity for 
an organisation or academic institution?
• What is the role and objectives of the particular Industrial Design 
Lab? How can these be reflected on the design of its visual identity?
• How could the diverse activities of the Lab be communicated and 
promoted in an effective and engaging way through offline (i.e. 
print material) and online channels (i.e. website)?
It should be mentioned that: 
• Footnotes were placed next to the paragraph referencing them. 
Online sources are also cited in footnotes, next to the respective 
paragraphs. Additional information and hyperlinks can be found in 
bibliography (“Websites”). 
• In-text citations follow the APA format and are included in the re-
spective section of the bibliography (“References”). 
• Similarly, illustrations, photos, and diagrams were placed near the 
paragraph mentioning them. Each figure has a numerical identifier 
and is included in the List of Figures.
• Total word count (excluding cover, abstract, acknowledgements, 
table of contents, list of figures, labels, references and appendices) is 
between 10.900 and 11.000 words. 
• Higher quality booklet (in pdf format) and project images can be 
found online at: https://bit.ly/2UwT3ay (opens dropbox link)
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THEORETICAL 
FRAMEWORK
This section is focused on delineating a theoretical framework for graph-
ic design and branding. In what follows, a short overview of the history 
of graphic design and its evolution in the present era is presented. Af-
terwards, based on the pertinent bibliography, definitions of brand and 
brand identity design, as well as factors that make a brand successful 
are being described concisely. Additionally, the concept of branding in 
higher education organisations and institutions is mentioned. The last 
chapter is focused on the design of logotypes, which represent a very 
important part of brand identities.
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INTRODUCTION TO GRAPHIC DESIGN
Definitions
According to the Thames & Hudson Dictionary of Graphic Design and 
Designers, p. 114, Graphic Design is defined as “the activity of combin-
ing typography, illustration, photography, and printing for the purposes 
of persuasion, information or instruction” (Livingston and Livingston, 
2003). More specifically, graphic designers create visual compositions us-
ing images and text. Pettersson (2015) provides a more elaborate and in-
tegrated definition: graphic design is the art and craft of bringing a functional, 
aesthetic, and organised structure to different kinds of texts and illustrations, 
and it can be the process (verb), as well as the result (noun) of that process. 
The utmost objective of graphic design is to find a suitable presentation 
of the message, according to the target audience, medium, and situation-
al context. Thus, it can be persuasive, instructional, or informational (Pet-
tersson, 2015). Some common, everyday applications of graphic design 
include corporate design (logotypes and branding), packaging design 
and signage, as well as editorial design. At the end of the day, graphic 
design is all about effective visual communication and is so much a part 
of our world that it is hard to imagine living without it.
Graphic design plays a major role in how we perceive text; the way con-
tent is grouped and organised can influence readers’ first impressions 
(Lindgaard et al., 2006) and their engagement levels (Sadoski and Paivio, 
2001, as cited in Pettersson, 2015). Indeed, information design aims at 
clarity, consistency, and transparency, by providing the optimal solution 
according to various factors, such as the medium and technical produc-
tion. Hiebert (1998, as cited in Pettersson, 2015), states, that “in the largest 
sense, all graphic design serves as an interface. It is the filter that facilitates 
communication between users and products, places, processes, information, 
and services”. Nowadays, more than ever, thanks to digitalisation, new 
possibilities for creating a positive societal change through design are 
emerging (i.e. in sustainable development, lifelong and open learning, 
participatory design, etc.)
History  
Early History
The term graphic design was first used by William Addison Dwiggins 
in 1992 (Livingston and Livingston, 2003, p. 87), an American type and 
book designer. Dwiggins coined the term “graphic designer” to describe 
his own activities in print design, such as illustration, typography, letter-
ing, and calligraphy. However, although we may not think about it, the 
practice of graphic design itself is as old as recorded history, spanning the 
entirety of human existence and inspiring innovation in the present. Peo-
ple and cultures have the need to not only express themselves artistically, 
but to also communicate specific information to others through visual 
imagery. Indeed, the origins of visual communication can be traced to 
early cave paintings found around the world (Australia, Spain, France, 
Argentina, etc.) depicting animals, contemporary local fauna, human 
hands, and even abstract patterns (Fig. 1). 
Alphabets1 are also a man-made invention. As far as we know, one of 
the earliest systems of writing was created by the Sumerians, as a means 
of recording trader inventories and laws. Babylonians pressed inscrip-
tions with information such as the name of the reigning monarch into 
construction bricks. The Egyptians developed their own writing systems 
Fig. 1 Cave of hands in Patagonia, 
Argentina
1An alphabet is a standard set of 
basic written symbols or “letters” 
(graphemes) that represent the 
phonemes (basic significant sounds) 
of the spoken language it is used to 
write (“Alphabet”, Wikipedia, the 
Free Encyclopedia). 
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using hieroglyphs and hieratic scripts, and they also invented the pa-
pyrus – the paper on which they transcribed advertisements. Egyptians 
were also the first culture to combine writing with illustrations (Petters-
son, 2015), and they also used grids, ensuring that proportions and ratios 
were maintained and the same design could be reproduced. The Greek 
alphabet, ancestor, among others, of the Latin and Cyrillic scripts, has 
been used to transcribe anything from trade records to literature. Early 
alphabets such as hieroglyphics and written Chinese were logographic, 
using pictograms to represent entire words instead of phonetic sounds 
of the spoken language. And, now, more than ever, we rely on icons like 
emoji and web icons to represent words, concepts, or even feelings, in 
limited space and time. 
During the Middle Ages, texts were replicated by hand, contributing to 
aesthetic developments in typographic design, as scholars infused artist-
ry into the letters and words themselves (Fig. 2, 3).
The use of visual embellishment to expand the words and letters became 
popular, and illuminated manuscripts were produced with extraordinary 
care. Calligraphy —a visual art related to writing2— ranged from func-
tional hand-lettered inscriptions to fine art pieces. Meanwhile, in Islamic 
cultures, calligraphy was one of the few ways of artistic expression that 
was permissible. Two prominent visual languages emerged in medieval 
times: heraldic crests and symbolic signage (Lant & Morr, 2017). Certain co-
lours and shapes would be combined to create unique coats of arms for 
families or armies. In Islamic heraldry, emblazons of arms demonstrating 
rank, status, and power have been found on buildings, banners, clothes, 
and even bottles (Appleton, 2001). As societies started to move away from 
self-sustaining models, and diversified trade increased, businesses began 
hanging up signs with heraldic images in order to identify what goods 
they provided. That way, they differentiated themselves with what were 
essentially the ancestors of modern logotypes. 
Advancements in Printing
Paper and important printing discoveries such as woodblock printing 
and movable type have their origin in China; the earliest known printed 
book is a Buddhist scripture printed in 8684. Following the advancement 
of woodblock printing, both official and private publishing business 
emerged in China and the number of printed books increased signifi-
cantly.   
2“Calligraphy”, Wikipedia,
the Free Encyclopedia. 
Fig. 4 Giambattista Bodoni’s (1740-
1813) famous typography manual
Fig. 3 Book of Hours from France and the 
Netherlands (15th and 16th centuries)
Fig. 2 The book of Kells, Ireland (9th 
century)
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In Europe, the printing press was introduced by Johannes Gutenberg in 
the mid-15th century, making graphics more readily available, and pav-
ing the road towards the mass production of books, print advertisements 
and, much later, newspapers3. As a result of this innovative invention, 
knowledge could now spread more rapidly, and literacy increased. At 
this point, it should be mentioned that the printing industry of the time 
used logotypes not only for branding reasons, but as a way to show off 
printing skill, as well. The publisher could now employ assistants to de-
sign typefaces for good legibility or to decorate book pages with borders 
and ornaments (Pettersson, 2015). 
Another important milestone in the history of graphic design is the devel-
opment of “lithography” —the first printing method using a flat surface 
— by Aloys Senefelder (1796). Originally, lithographs were printed from 
a flat lithographic limestone on a flatbed press. Lithography is different 
from intaglio printing, wherein a plate is engraved or etched to score 
cavities that contain the printing ink; and woodblock and letterpress 
printing, where ink is applied to the raised surfaces of letters or images. 
By 1834, zinc plates began to replace the heavy stone and lithography 
was commonly used for art reproductions, posters, advertisements, etc. 
By the 1900s, photomechanical metal plates had replaced the technique 
of hand transferring from stones, expanding the use and applications 
of lithography in graphic design. Technological advancements enabling 
colour printing (chromolithography) opened new horizons in advertis-
ing and marketing, by allowing more realism and, as a consequence, an 
emotional connection with the brand. By World War I, photographs were 
regularly used in print media. Industrialisation and mass-marketing al-
lowed for the widespread use of branding in packaged goods. Notable 
brands dating from that era include the Quaker Oats Company, Coca-Co-
la, Campbell’s soup, and Kellogg’s. 
Graphic design in the modern era
Graphic design as we know it started developing in the early twentieth 
century, as advertising and mass media began to evolve. Art Nouveau, a 
graphic design response to the industrial revolution, had proved earlier 
that the invention of new forms was a viable alternative to copying forms 
from historical models. As the 20th century began, artists and designers 
 3John Campbell is credited for 
the first newspaper, the ‘Boston 
News-Letter’, which appeared in 
1704 (“Graphic design”, Wikipe-
dia, the Free Encyclopedia). 
across various disciplines searched for new forms of expression, address-
ing the changing socio-economic conditions.     
In what follows, there is a concise description of some particular import-
ant art movements, as well as milestones of graphic design of the 20th 
century (e.g. notable works). The list is by no means exhaustive.  
Modernism (1860-1970): A series of philosophical and cultural move-
ments that arose with the development of industrial societies and the 
rapid growth of cities. Modernism is shaped by the idea that humans can 
improve their environments (Lupton, 2012, p. 146), with the aid of sci-
ence and technology. The ideas of early Modernism have been very influ-
ential in art, design, and architecture. For example, Modernism-inspired 
art movements encompass Impressionism, Cubism, Expressionism, Fau-
vism, Futurism, Brutalism and Surrealism. Modernist graphic design 
abides by the use of structured grid systems, as well as clean sans-serif 
type, in order to create clear and strong visual symbols. The famous Lon-
don Underground logo is a notable example.
Wiener Werkstätte – Vienna Workshop (1903-1932): Established in 1903 
by the architect Josef Hoffmann, the graphic designer and painter Kolo-
man Moser and the patron Fritz Waerndorfer, this cooperative of visual 
artists was to produce high-quality craftwork for a number of products 
spanning everyday needs, e.g. furniture, glass and apparel. It had evolved 
Fig. 6 Vienna workshop logotype 
and members’ initials (right)
Fig. 5 Vienna Workshop Logotype 
(left)
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from the Vienna Secession, which was founded in 1897 as a progressive 
alliance of artists and designers4. It is regarded as the first graphic design 
agency, establishing design standards and influencing later styles such 
as Bauhaus and Art Deco with their timeless designs. It should be noted 
that they marketed brand-name design by creating their characteristic 
corporate identity and refining it down to the last detail5 (Fig. 5, 6).
AEG Branding (1907): AEG was a German producer of electrical equip-
ment, founded in 1883 (now acquired by Electrolux). Their philosophy 
and motto was that each of their appliances is designed to be perfect in 
form and function. In 1907, AEG appointed Peter Behrens —an architect, 
painter and designer— as artistic consultant. Peter Behrens designed 
the company’s initial brand identity, various publicity materials, prod-
uct packaging, as well as select products and even factory buildings. His 
work for AEG is generally regarded as the first fully developed corporate 
identity, and he is considered the founder of modern industrial design. 
Behrens worked with several notable designers, including Mies van der 
Rohe, Le Corbusier, and the Bauhaus founder Walter Gropius6.
Soviet constructivism (1913): An artistic and architectural movement 
that originated in Russia in the 1920s, shortly before the Bolshevik Revo-
lution. It rejected the “art for art’s sake” concept and individualistic art, 
and regarded art as a practice for social purposes. Led by Vladimir Tatlin, 
Alexander Rodchenko and El Lissitzky, it embraced collage, photomon-
tage, bold lettering, and new printing techniques (Livingston and Living-
ston, 2003, p. 59). Constructivism had a great effect on the art movements 
of the 20th century, such as the Bauhaus and De Stijl movements.  
6”Peter Behrens”, Wikipedia,
the Free Encyclopedia
7“De Stijl”, Wikipedia,
the Free Encyclopedia 
 8“Gesamtkunstwek”, Wikipedia, 
the Free Encyclopedia 
Fig. 7 Poster stamp depicting 
corporate design by Peter 
Behrens for AEG, c.1910
Fig. 8 Poster design by A. Rodchenko
De Stijl – The Style (1917): Also known as Neoplasticism, De Stijl was a 
Dutch artistic movement founded in 1917 in Leiden7. It advocated pure 
abstraction, reduction to the essentials of form and colour, and simplifica-
tion of visual compositions by employing vertical and horizontal layouts 
and using only primary colours, black, and white. Widely-known artists 
of the period Piet Mondran and Theo van Doesburg are representatives 
of De Stijl.
Bauhaus (1919-1933): Founded by Walter Gropius in Weimar, Germany, 
it was an art school that combined fine arts and crafts. Its goal was to cre-
ate a Gesamtkunstwek (“total work of art”)8, an artistic ideal that integrates 
all existing art forms into one perfect work. The Bauhaus had a major im-
pact on art and architecture trends, as well as design education, in West-
ern Europe, the United States, Canada and Israel, even after its demise. 
Furthermore, Bauhaus typographers such as Herbert Bayer and László 
4“Wiener Werkstätte”, Wikipedia, 
the Free Encyclopedia.
5 “Wiener Werkstätte Archive”, 
MAK - Austrian Museum of Ap-
plied Arts / Contemporary Art
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Moholy-Nagy had a great influence on graphic design. Bauhaus publi-
cations featured rectangular grid structures, asymmetry, and sans-serif 
typography (Fig. 9).
Gestalt Principles of Grouping: At this point, the Gestalt grouping prin-
ciples should also be mentioned. Gestalt is German for “shape”, “pat-
tern”, “unified whole”; it roughly means a whole that is perceived as more 
than the sum of its parts (Solomon, 2017, p. 119). 
The Gestalt principles of grouping are a set of laws arising from the Ber-
lin School of Experimental Psychology (1920s)9. In 1912, the German psy-
chologist Max Wertheimer published his paper on phi motion (a special 
case of apparent motion), which is ofter considered to be the beginning 
of Gestalt psychology as an important school of thought, still relevant 
to current psychology (Wagemans, 2012). Wertheimer, Kurt Koffka, and 
Wolfgang Kohler studied how the mind organises the chaotic stimuli that 
surrounds us in order to gain meaningful perceptions10. Central idea of 
the Gestalt psychology is that the mind forms a global whole with self-or-
ganising tendencies9. Thus, the Gestalt principles are focused on how we 
see objects by: (a) grouping similar elements, (b) filling in the gaps, (c) 
recognising patterns, and (c) simplifying complex images10. Essentially, 
the Gestalt theory is based on the idea that the human brain will attempt 
to simplify complex images consisting of many elements, by subcon-
sciously organising them into a whole. 
Fig. 9 Hand-drawn sketches and 
student work. Bauhaus school, 
Dessau, Germany. From Adobe 
Create Magazine
The Gestalt grouping principles are widely employed by marketers and 
designers as they can improve the aesthetics and impact of a design. More 
information on the Gestalt grouping principles and relevant examples 
are presented in the chapter “Fundamentals of Graphic Design” (p. ).
Swiss Style (the “International Typographic Style”): A graphic design 
style that emerged in Russia, the Netherlands, and Germany in the 1920s. 
It was advanced by Swiss designers during the 1950s. It emphasised leg-
ibility, simplicity, objectivity11, photographs rather than drawings (Pet-
tersson, 2015, p. 21), and proposed the development of a system specific 
to the design problem presented. Important contributions of the Swiss 
Style comprise sans-serif typefaces, asymmetric layouts, and use of a 
mathematical grid. The movement was characterised by precision, tech-
nical training, and high standards of print (Budrick, 2015); it continues to 
influence graphic design heavily. 
Modernism in America: American graphic design in the 1920s and 1930s 
was dominated by traditional illustration. However, the modern ap-
proach slowly gained ground on several fronts as many European artists 
fled to the US during the WWII. László Moholy-Nagy, e.g., came to Chi-
cago in 1937 and opened the New Bauhaus. On 1947, legendary design-
er Paul Rand12, one of the first American commercial artists to embrace 
the Swiss Style of graphic design, published his philosophy in the work 
Fig. 10 Paul Rand, IBM, 1956
Fig. 11 Paul Rand, IBM, 1956
11The goal was to present 
information in an objective 
way, without influences from 
propaganda or commercial 
advertising.
9“Principles of Grouping”, 
Wikipedia, the Free Encyclopedia
10 “Gestalt Principles”, 
Interaction Design Foundation
 12Graphic Design Visionaries, 
Caroline Roberts. Published in 
2015 by Laurence King Publishing 
Ltd, London UK. 
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Thoughts on Design addressing an ideal for “functional-aesthetic perfec-
tion”. Rand’s most widely known contributions to design are his corpo-
rate identities – many of them are still in use. In 1956, he designed the 
iconic, pictographic IBM logo featuring an eye and a bee (Fig. 10), which 
is now considered to be a turning point in the history of logotype design.
Postmodernism: A late 20th-century art movement associated with de-
construction and post-structuralism. The term has been applied to art, 
music, and literature movements (e.g. installation art, multimedia, con-
ceptual art) that reacted against tendencies in modernism, such as he 
quest for absolutes and universal applicability. Postmodern design is 
often marked by a revival of historical elements or past styles in mod-
ern-day context. There is no definite end point, although it is proposed 
that we have already moved into a post- postmodern world (Lupton, 
2012, p. 146). The term deconstruction is used to indicate the application 
of postmodern theory to text. Deconstruction dismissed the notion that 
design had to be literal, or even legible; it should be “felt” and not simply 
“being read”.
Design in the digital era
In the 1950s, copy machines entered the market, changing the workforce 
and paving the road for printers and scanners. Computer-generated im-
agery (CGI) and computer-aided drawing (CAD) were introduced in the 
1970s. Around the same time, Alan Kay at Xerox PARC, who wanted to 
create a computer for ordinary users, introduced the desktop metaphor 
(Canny, 2006); the computer monitor is analogous to the user’s desktop, 
so objects such as documents and folders can be placed on it. 
In 1983, Lisa became the first computer with a graphical user interface 
(GUI) that was sold to the public (Hormby, 2005). The popularisation of 
the personal computer continued in the 1990s, and in the early 2000s, 
Adobe developed the InDesign and Photoshop software programs that 
brought sophisticated digital graphic design tools to a wider audience, 
changing the face of graphic design. Designers and brands also evolved 
to meet the needs of the digital era. For example, in the 1980s, MTV in-
troduced a basic logo that was constantly transforming and changing in 
order to reflect the edgy MTV brand message. 
Fig. 14 Joy Division - Unknown Pleasures 
(1979) designed by Peter Saville, based on 
an image of radio waves from pulsar CP 
1919
Fig. 13 Cranbrook Academy, 
Visible Language (1978), a 
post-modern magazine
Fig. 12 Mid 1970s - Punk rock  became a 
major design influence lasting until today
Fig. 15 April Greiman (1948-), one of 
the first designers to embrace computer 
technology as a design tool
In the early days of the Internet, skeuomorphism13 dominated computer 
graphics. Gradients, drop shadows and textures meant to emulate things 
of the real world. Advancements in Information & Communication Tech-
nologies (ICT) and the widespread use of the Internet led to Web 2.0 — 
the so-called participatory Web. Users are no longer passive consumers 
of Information but contributors and creators of content (Vassileva, 2008). 
 13 A term used in GUI design 
for interface objects that mimic 
their real-world counterparts 
in how they appear and how 
the user can interact with them 
(“Skeuomorphism”, Interaction 
Design Foundation)
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User-generated blogs, wikis, fora, games, social media, etc. led to a new 
era in learning and advertising. Moreover, advances in mobile, ubiqui-
tous, and tangible computing technologies have brought Human-Com-
puter Interaction (HCI) into all areas of human activity, leading the enor-
mous increase of data coming from Internet activity and sensors. 
Data Visualisation refers to the art and science of creating visual represen-
tations —abstract or statistical— from user-generated data, in order to 
communicate information efficiently. Such visualisations render complex 
data more accessible and understandable, and help users reason about 
data and evidence14. Data Visualisation is often viewed as a modern 
equivalent of visual communication14. 
As users became more Internet and technology-savvy, minimalism and 
flat web design became also predominant, as demonstrated with the re-
lease of Windows 8 and Apple’s iOS 715. A major milestone is the intro-
duction of Material Design (codename Quantum Paper), by Google in 
2014. It constitutes a design language inspired by the mediums of paper 
and ink. It is based on grid-based layouts, depth effects such as lighting 
and shadows, and specific guidelines on iconography, typography, and 
colour (Fig. 16).
Moreover, it utilises responsive animations and transitions. Its goal is 
to develop a single underlying system of guidelines and components, 
unifying the user experience across platforms and supporting the col-
laboration between developers and designers16. As of 2015, most of Goo-
gle’s mobile and web-applications for Android follow the new design 
language. 
A second breakthrough is the wider adoption of the term User Experience 
(UX) – a term that became especially relevant to the field of interface 
design. UX is used to refer to a person’s emotions and attitudes about 
using a particular product, system or service; it represents an expansion 
of the traditional field of Usability. This is in line with Law et al. (2009) 
who mention the limitations of the traditional usability framework and 
refer to the shift of focus to user affect, sensation, and the value of Hu-
man-Computer Interactions in everyday life. More specifically, user ex-
perience encompasses both pragmatic qualities (traditional usability con-
siderations, such as perceived efficiency, effectiveness, and safety) and 
non-task-related aspects or hedonic qualities, such as identification and 
pleasurable emotional reactions (Bevan, 2008).
Fig. 16 Google Material Design
 15“Flat design”, The Interaction 
Design Foundation
 16“Material design principles”, 
Material Design.
14“Data visualization”, Wikipedia, 
the Free Encyclopedia
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BRANDS AND BRAND IDENTITY DESIGN
Brands and Branding
A brand is a name, design, symbol, or other feature that distinguishes an 
organisation or product from competition, in the eyes of consumers. The 
primary functions of brands are: (a) Navigation — brands help consum-
ers choose among many options; (b) Reassurance — brands communi-
cate the quality of the product / service and reassure consumers that they 
have made the right choice; and (c) Engagement — brands use distinc-
tive associations to help consumers identify with them (Wheeler, 2009). A 
strong brand stands out in a crowded marketplace; indeed, how a brand 
is perceived affects its success, regardless of the nature of the product or 
venture (Wheeler, 2009). 
Even though there is no clear consensus in regard to a unified definition 
of the brand, one can argue that it is more than just a logotype or design. 
Indeed, a brand can include various elements, such as: 
• Name: the word or words 
used to identify a product or 
organisation
• Logotype: a visual trade-
mark, often consisting of a 
logomark, wordmark, picto-
rial or abstract marks 
• Taglines
• Characters
• Trademarked shapes
• Specific colours
• Typefaces, often designed for 
the particular organisation
• Sounds, e.g. a unique set of 
notes
• Trademarked scents
• Movements
• Tastes (recipes) 
For example, the brand identity of a small business can include a name 
and tagline, a logotype, business cards, staff uniforms, advertisements, 
television and radio commercials and company stationary. All promo-
tional material should follow a set of standards that specify, among oth-
ers, brand identity colours, typefaces, and logo usage. 
Branding is a disciplined process, involving various marketing and com-
munication methods, in order to build awareness and customer loyalty. 
Essential components of branding comprise communication (e.g. cre-
ation of logotypes) and brand management strategies. It is often pro-
posed that the branding of organisations —“corporate” branding— can 
be more complicated than product branding, as organisations generally 
consist of people whose attitudes, beliefs, and values may vary consider-
ably (Wæraas and Solbakk, 2009). 
According to (Wheeler, 2009), the branding process entails the following 
steps: 
1. Conducting research
2. Clarifying strategy
3. Designing identity
4. Creating touch-points
5. Managing assets 
Design plays a major role in creating and building brands. More spe-
cifically, brand identity design is focused on the outward expression of a 
brand, including its name, trademark, and visual appearance. Thus, a 
(corporate) visual identity consists of all the symbols and graphical ele-
ments that express the essence of an organisation (Van den Bosch et al., 
2005) and is “a synthesis of all the elements, physical, aesthetic, rational and 
emotional” (Hart and Murphy, 1998, as cited in Chapleo, 2008). These ele-
ments are used in a variety of applications (e.g. corporate clothing, build-
ings), making the brand recognisable (Van den Bosch et al., 2005), and 
assisting cross-language marketing. 
Coordinated design and effective design strategy can help in creating a 
consistent identity (Dabner, 2010, p. 54). However, although branding is 
usually associated with marketing, the essence of it lies in the design lan-
guage of the product  itself (Liamadis, 2017). Thus, it should be noted, 
that visual identity constitutes only one element of the brand identity 
mix, which encompasses several other elements (see Fig. 17 below).
1
Morphology & Aesthet ics
as elements of corporate ident ity
Dr. George Liamadis  
Dipl Arch, PgD/ MA Automotive Design, PhD 
Lecturer AUTh
Corporate culture
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Corporate identity
What you are or what you want to be
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Morphology & Aesthet ics in corporate ident ity
Fig. 17 Morphology & Aesthetics 
in Corporate identity (Burdek, 
2005, as cited in Liamadis, 2018) 
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Apart from functional criteria that a brand identity should satisfy (e.g. 
to be recognisable, appropriate, and legally protectable), there are also 
brand identity “ideals” (Wheeler, 2009). Some of them are the following: 
vision and meaning (a brand’s strategic position), authenticity (position-
ing and value proposition), differentiation, durability, coherence, and 
flexibility. According to Chapleo (2005), it is suggested that successful 
brands have a greater degree of congruence between their values and the 
needs of their consumers.
The significance of branding
Branding requires a considerable amount of time and financial resources. 
Why then invest in brand identity design? According to Wheeler (2009), 
a visual identity supports: (a) visibility, by emphasising the presence of 
the organisation (e.g. on a billboard or truck) and influencing reputation 
for better or worse; (b) distinctiveness, i.e. through emotionally appeal-
ing features, or by attracting attention through the use of startling mes-
sages (e.g. Philip’s “Let’s make things better” slogan); (c) authenticity, 
by using visual elements that go back to the roots of the organisation or 
have a symbolic meaning; (d) transparency, through an identity architec-
ture that includes corporate and endorsed brands, or by using a logo as 
quality certification; and (e) consistency, by applying consistent visual 
elements over a long period of time (e.g. Coca-Cola branding).
Additionally, successful visual identities provide organisations with an 
expression of quality and status (see, for instance, established fashion 
brands or the luxury automobile industry). Moreover, information tech-
nologies ensure that brands have more opportunities for online expo-
sure. Brands interested in interacting with their clients and building cus-
tomer loyalty online need a versatile but consistent image, and that is 
why branding and graphic design are necessary. 
Apart from creating a brand image, graphic design is also an integral part 
of a solid branding strategy in digital and social media marketing, where 
logos, visual identity assets, and other design elements have to perform 
equally well on mobile devices and larger screens. Summarising, design 
plays an integral role in digital media, digital services (e-commerce, ap-
plications, media), and digital marketing (adverts, e-mail, micro-sites) 
(Newbery and Farnham, 2013). 
Nowadays, the notion of consumers as passive recipients of information 
is being replaced with the notion of consumers as active co-creators of 
brand meaning (Curtlis et al., 2009). New frameworks of branding are 
proposed, i.e. that of Newbery and Farnham (2013) who refer to the shift 
from branding as an organisation expressing its values, to branding as 
experience design. 
Branding of higher education institutions and organisations
Branding is becoming more common in higher education (HE) over the 
last decades. Given the increased competition for resources, both in na-
tional and international level, universities and colleges worldwide aim 
to establish and differentiate themselves (Wæraas and Solbakk, 2008) or 
even provide their students and faculty with a sense of belonging (Curt-
lis et al., 2009). A prominent example would be UK universities, which 
were called in the 1980s to “develop strategic plans, similar to those found 
in commercial organisations, with a clearly defined mission and objectives, to-
gether with appropriate performance indicators to enable the measurement of 
outcomes” (Baker and Balmer, 1997).
It is also argued that USA institutions appear to be ahead of the UK in 
the acceptance of branding as a concept in higher education (Chapleo, 
2005). According to Curtlis et al., 2009, branding is nowadays considered 
to be a very important asset of any institution and substantial financial 
resources are allocated to it. 
However, the number of pertinent empirical studies on university brand-
ing is rather limited; most of the established literature addresses market-
ing and communication strategies and is of a more theoretical or research 
nature — see, for example, Alessandri et al. (2006), Hemsley-Brown and 
Oplatka (2006), and Chapleo (2008). It should also be noted that the re-
sults of individual case studies cannot always be generalised so they 
should be considered with caution. 
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For example, an earlier article by Baker and Balmer (1997) presents the 
initiation and adoption process of a new visual identity in a major British 
University. The authors highlight that the process may be subject to resis-
tance. More specifically, they mention that whereas universities seem to 
have a clearly defined and well-understood role, members of a Universi-
ty often do not proceed in the same way, resulting in impediments calling 
for political and communication skills of a “high order”. 
Wæraas and Solbakk (2008) report on their findings from a longitudinal 
qualitative study which was carried out in order to delineate the identity 
of Norwegian university. Their article reveals that the essential notions 
of consistency, precision, and commitment generated resistance from fac-
ulty; moreover, they argue that a university may be too complex to be 
represented by only one brand definition. Indeed, previous studies (e.g. 
Theus, 1993, as cited in Curtlis et al., 2009) suggest that the HE institution 
willing to improve or build and manage its brand image has to consider 
multiple university stakeholders, as well as the effects of several factors, 
such as organisational, situational, personal, and business factors.
Chapleo has explored the extent to which the concept of branding in UK 
higher education has evolved. In one study, he reviews the opinions of 40 
opinion formers regarding successful UK university brands and argues 
that, among others, public relations and consistent, clear, and appropri-
ate visual identity and communications help in promoting a brand image 
effectively (Chapleo, 2005). Moreover, he examined how branding adds 
value to higher education institutions in the UK, and concluded that el-
ements such as reputation, progressiveness, professionalism, accessibility and 
“corporateness” were associated with successful university brands (Chap-
leo, 2012). 
Curtlis et al. (2009) demonstrate the importance of corporate brand man-
agement in US higher education, arguing that a clear definition of the 
university brand combined with strong leadership are important success 
factors. They also highlight the fact that universities with strong histor-
ical and cultural legacies have the advantage of a clear foundation for 
their brand identity. More recently, Idris and Whitfield (2014) examined 
the effects of visual identity on observers’ perceptions of a university in 
Malaysia wishing to shed its outdated reputation, and concluded that 
branding should be considered cautiously and that the safer (and pre-
ferred) visual identity was a more traditional, heraldic one. 
Lastly, Opoku et al. (2008) examine the websites of 17 Swedish HE insti-
tutions in order to evaluate how effectively they communicate distinctive 
brand personalities in order to attract a global audience, and they high-
light the importance of brand positioning with regard to the effective in-
ternationalisation of higher educational institutions.
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FUNDAMENTALS OF LOGOTYPE DESIGN
Pictures, abstract symbols, materials, and colours are among 
the ingredients with which a designer or engineer works. To 
design is to discover relationships and to make arrangements 
and rearrangements among these ingredients.
— Paul Rand
Logotypes and Logo design process
An important graphic element of any brand identity and major aspect 
of successful branding is the logotype (or logo). It can be described as 
the “face” of a brand, as it facilitates easy recognition and communicates 
important information about the brand it represents, through images, 
fonts, and colours. Moreover, it can provoke positive affective reactions 
towards the brand. Conversely, a poorly selected logo could evoke nega-
tive connotations and hurt the corporate image. 
As proposed by Adîr, Adîr and Pascu (2012), the logotype functions in 
the following ways: (a) communicates information regarding a brand to 
the public; (b) specifies the identity and personality of a brand; (c) offers 
information about a product or service; (e) indicates the target public; (f) 
adds emotion; (g) explains the marketing message; and (h) inspires plea-
sure and sensibility. Logos also function as lifestyle identifiers as they 
have the ability to convey meaning and significance in an instantly rec-
ognisable form (Biricik, 2006). 
As already mentioned, a logotype usually comprises a logomark (or brand-
mark), a wordmark, and a byline (Fig. 18). Logomarks can be completely 
abstract (ideographs) or iconic (pictomarks). Wordmarks often depict the 
name or initials of the product or organisation. Bylines accompany the 
wordmark; originally, they were printed lines of text accompanying a 
news story, giving the name of the author. Almost like a slogan, a by-
line can quickly summarise what the brand is about or offer additional 
information. Logos can be iconic or symbolic (graphic representation), 
text-defined (no graphic representation), or a combination of both. 
Some basic principles of effective logotype design include the following 
(Cass, 2009; Adîr, Adîr and Pascu, 2012):
 
• It should be simple, coherent, and legible — the business message 
should be effectively communicated through the logo.  The design-
er should also take into account the fact that the logo is going to be 
used in various formats and sizes so it should not have any unneces-
sary information or decoration. 
• It should be memorable — can be achieved by keeping the logotype 
simple and appropriate according to the design brief. 
• It should be timeless — frequent changes in brand identity are not 
advisable, especially for small businesses. A timeless logotype is one 
that is contemporary in its use of colour and typefaces, but not so 
“edgy” that it could quickly feel outdated. 
• It should be versatile and reproducible — the logotype is most proba-
bly going to appear on a variety of formats and surfaces. Therefore, it 
should be clear, scalable, and easy to copy. Additionally, it should also 
look good in black and white, as well as monochromatic variations. 
• It should be appropriate — a logotype “derives its meaning and use-
fulness from the quality of that which it symbolises” (Paul Rand). It does 
not need to be self-explanatory, but appropriate (in regard to style, 
colours, typeface) for its target audience. 
Creating a logo is a process requiring careful consideration so that the fi-
nal design meets the needs of the client and is effective at communicating 
the represented brand effectively. Different designers or agencies have 
their own procedures and policies, but, in general, the typical process of 
designing a logo would comprise the following steps: 
Fig. 18 Anatomy of a brand
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• Get the design brief and conduct initial research regarding the client 
and the industry
• Research relevant successful logotypes and current styles and trends
• Brainstorm, conceptualise, and reflect on the ideas
• Present best ideas to the client
• Revise and rework if needed
• Deliver final designs and supportive files to the client
Adîr, Adîr, and Pascu (2014) mention that there are two levels in the logo 
design process, the research level (theory) and the graphic level (graphics). 
The steps included are mentioned in the table below. 
THE RESEARCH LEVEL THE GRAPHIC LEVEL
1. What is the theme? Analyse logos related to the same activity 
as our client/company
2. What is the activity of the company
and what is their position in the market?
Make sketches for the required logo
3. What about competition? Brainstorm to identify 2-3 variants of logos
4. What is the organization culture of
the company?
Select logotype together with the client
5. What is the target audience? Digitally produce final/supportive material
Composition of shapes, symbols and images 
Geometric shapes, symbols, signs, etc. are essential elements of logo-
marks, communicating the personality of a brand. Choosing the right 
graphic elements is, therefore, an important and creative part of the logo-
type design process. It is argued, e.g., that a geometric shape has specific 
suggestive “inductions”  (Adîr, Adîr and Pascu, 2012). For example, a 
square symbolises stability and power, a circle symbolises perfection and 
balance, and a spiral symbolises advancement. 
A logomark, therefore, could consist of representative (realistic) or ab-
stract designs; organic or synthetic-looking shapes; repetition of design 
elements, perspective, 3D or flat designs, designs that give the impres-
sion of motion, etc. (Henderson and Cote, 1998). As already mentioned 
in the chapter “Introduction to Graphic Design: History”, marketers and 
Table 1
Logotype design 
process
17“Gestalt Principles”,
Interaction Design Foundation
Fig. 19 FedEx logo
designers make extensive use of the Gestalt grouping principles in logo-
type design in order to guide viewers’ attention and help them make 
instant connections with the organisations or brands represented. The 
main Gestalt grouping principles include the following: 
1. Closure (reification): we tend to perceive an incomplete picture as 
complete (we see the whole first)
2. Similarity: we tend to group together objects that share similar phys-
ical characteristics. 
3. Figure-ground (multi-stability): one part of a stimulus will dominate 
and other parts are raced into the background; unless an image is 
truly ambiguous, its foreground will catch the eye first. 
Some other Gestalt-related principles include Common Fate (we group 
elements that move in the same direction), Common Region (we group 
elements that are in the same closed region), Meaningfulness (we group 
elements that form a meaningful or personally relevant image), Proximity 
(we group together elements that are close), Symmetry and Order (we per-
ceive ambiguous shapes as simple as possible), and Synchrony (we group 
static visual elements that appear at the same time)17. 
The effective use of these principles help designers create visually in-
teresting and engaging work. Gestalt principles are quite important in 
UI design, as well, given the fact that users should be able to find what 
they want at a glance17. For example, the principles of common region 
and proximity are employed to divide a web page into distinct sections 
and group together related information. Visual elements, such as positive 
and negative space, strong contrast, complementary colours, and size, 
position or orientation of design elements can reenforce relationships be-
tween them and make effective use of the above-mentioned principles 
(Hensley, 2016). 
For example, a well-known logo that makes use of negative space and 
contrasting colours to achieve closure, is the FedEx logotype (Fig. 19). 
Instead of having its own outline, a white arrow is formed out of the 
borders of the “e” and “x”, using, that way, minimal visual information. 
The World Wildlife Fund logo is another prominent example showcasing 
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the closure principle. In this logo, the clever use of contrast and negative 
space makes as “see” the curve at the top of the panda, even though there 
are no actual outlines.
Position, colour and negative space are also utilised in the IBM logo to 
achieve proximity; our brain combines the adjacent horizontal blue bars 
to create a single image of the IBM logo (Fig. 20). The Unilever logo is also 
a prominent example of the proximity principle: all icons are clustered 
together so that the capital letter “U” is distinctly formed (Fig. 21).  
Similarly to the closure principle, the figure-ground principle takes ad-
vantage of the way we perceive negative space: our brain distinguish-
es between the objects it considers to be in the foreground of an image 
(figure) and the background (ground). A characteristic example of the 
figure-ground principle in logotype design is the logo for the Pittsburgh 
Zoo and PPG Aquarium (Fig. 22). When seeing this logo, some people 
will immediately see the tree and birds, whereas other people will see the 
white gorilla and the lion. 
Fig. 20 IBM logo
Fig. 21 Unilever logo
Fig. 22 Pittsburgh Zoo 
and PPG Aquarium logo
Fig. 23 Semiotic relationships 
(Solomon, 2017, p. 121)
18“Typeface”, Wikipedia,
the Free Encyclopedia
Symbols also help us make sense of the world by providing us with an 
interpretation of a stimulus that others might also share as well. Thus, 
marketers and designers turn to semiotics, a discipline that studies the cor-
respondence between signs and symbols, in order to create relationships 
between brands and desired attributes, and communicate these attributes 
to potential consumers more effectively through branding (Solomon, 2017, 
p. 120). From a semiotic perspective, every marketing message has three 
basic components: an object, a sign (or symbol) and an interpretant.  
• The object is the product that is the focus of the message
• The sign is the image that represents the intended meanings 
of the object 
• The interpretant is the meaning we derive from the sign
Interestingly, an icon is a sign that resembles the product; an index is a 
sign that connects to a product via shared properties, and a symbol is a 
sign that relates to the product by conventional or agree-upon associa-
tions (Solomon, 2017, p. 120). All these techniques can be easily leveraged 
to graphic design disciplines and are indeed often applied to branding.
Typography 
Knowing the basics of type anatomy helps the designer identify, select, 
and use typefaces. A typeface or font family is a set of fonts composed of 
glyphs with common design features and consistent visual appearance18. 
A typeface is different than a font; the term font is used for a given alpha-
bet in a specific size, weight, and width. Common terminology of type-
faces —that is not going to be further analysed here— includes, among 
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others, the x-height, serif style, point size, and baseline19. 
Over the centuries, the range of typeface designs increased, leading to 
the creation of font families (collections of related fonts). For example, 
the Helvetica font family consists of several fonts, such as Italic and Bold. 
In the early 1990s, digital type, using the image of each character either 
as bitmap or vector, became the dominant form of type, leading to easier 
production of new fonts. 
Typefaces are described using properties such as weight and orientation. 
They are divided into two major categories: serif (serifs are the small lines 
at the end of letterforms) and sans-serif (“without” in French). Typefaces 
can be further categorised as Geometric, Humanist, Old Style, Transition-
al, Modern, and Slab Serif20:
  
• Geometric Sans-Serifs are typefaces based on strict geometric forms, 
e.g. Helvetica, Futura  and Akzidenz Grotesk. 
• Humanist Sans are typefaces derived from handwriting. They are 
modern and clear like Geometric typefaces but they generally have 
more detail. Examples include Gill Sans, Myriad and Verdana. 
• Old Style or “Antiqua” typefaces, such as Palatino and Garamond, 
constitute the oldest typefaces. They can be characterised as tradi-
tional and readable.
• Transitional (mid 18th century) and Modern (late 18th century) 
typefaces emerged from designers’ experimentation with contrast-
ing thick and think strokes. Examples include Times New Roman 
(transitional), Bodoni and Didot (modernist). 
• Slab Serifs or “Egyptian” typefaces, such as Courier and Archer, 
usually have simple forms, like sans-serif typefaces, but solid rectan-
gular lines at the end of letterforms.
The effective selection and combination of suitable typefaces is an essen-
tial part of creating a logotype. While there are no absolute rules, there 
are some relevant best practices to which we can turn. For example, the 
most popular guideline for typeface combinations is to pair no more than 
two typefaces: a sans-serif and a serif one. For example, a sans-serif type-
face could be used for headers, while a serif typeface for the body of a 
19Thames & Hudson Graphic
Design School, 4th Ed. (2010)
 20“Typography - Getting the hang 
of  Web typography”, Smashing 
Magazine, 2011.
Fig. 24 Specimens of Akzidenz-Grotesk, Avenir & Didot
text. Legibility is also an important issue to be considered. Moreover, it is 
advisable to avoid typefaces of the same categorisation but from different 
font families, as this could create discord. On the other hand, too much 
contrast is also unadvisable as it creates a visual imbalance. Variation in 
size and font weight is used to guide reader’s attention around a design. 
It becomes apparent that the effective use of typefaces requires careful 
consideration of various practical and cultural parameters. For instance, 
as mentioned in the Elements of Typographic Style (Bringhurst, 2004), one 
has to choose typefaces that suit the task and the subject, are suitable for 
the intended printing conditions, and their history is in harmony with 
the text. 
Colours 
Colour is a powerful way to structure information, draw attention to 
a product, or give it a specific character. Moreover, it can support the 
meaning of a symbol (see, e.g. the “Stop” sign). In logotype design, is-
sues of contrast, harmony and legibility related to colours, as well as the 
psychology of colour have to be considered. According to Dabner et al., 
2010, p. 92, the main characteristics of colour comprise hue (generic name, 
e.g. blue), tone (variations ranging from light to dark), and saturation (full 
intensity to low intensity, or brightness to greyness). Colour can also be 
described by its temperature (e.g. hues in the blue spectrum appear cold-
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er). How a colour is perceived varies depending on whether it is viewed 
on a screen or printed. 
Colours have particular cultural and symbolic associations that are often 
depending on context. For example, in the West, black is the colour of 
mourning, whereas in China the colour of mourning is white. Despite 
cultural associations, colours can also have universal attributes. As men-
tioned in Solomon (2017, p. 101), colours have an impact on our emo-
tions; for example, it is suggested that warm colours (i.e. red, yellows 
and oranges) can create feelings of arousal and stimulate appetite, and 
it is even argued that the colours of an interior can influence the emo-
tions and purchasing behaviour of consumers. Similarly, the choice of 
colour is of major importance in package design, where specific colours 
may become so associated with a brand that they are eventually known 
as “trade-dress” (Solomon, 2017, p. 106). The marketing applications of 
colours can be found in the table below (Source: Solomon, 2017, p. 107). 
 
COLOUR ASSOCIATIONS MARKETING APPLICATIONS
Yellow Optimistic and youthful Used to grab window shoppers’ attention 
Red Energy Often seen in clearance sales 
Blue Trust and security Banks 
Green Wealth Used to create relaxation in stores 
Orange Aggressive Call to action: subscribe, buy or sell 
Black Powerful and sleek Luxury products 
Purple Soothing Beauty or anti-aging products 
Table 2
Marketing Applica-
tions of Colours
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Begin at the beginning and go on
till you come to the end; then stop. 
— Lewis Carroll
This section addresses the design of a visual identity for the Industrial 
Design (ID) Laboratory of the Aristotle University of Thessaloniki and 
its applications. First, the procedure followed in this project is described 
concisely. Afterward, contemporary examples of brand identities are be-
ing presented and taken into consideration. The next section compris-
es three design proposals, examples of applications (e.g. business cards, 
posters), and the rework of the proposal that was considered the most 
appropriate. In addition, two different UI designs for a promotional and 
informational website for the Lab, including wireframes and mockups, 
are also presented. Lastly, suggestions for future work and further im-
provements are discussed based on the outcomes. 
 
METHODOLOGY
In what follows, the general procedure followed for the design of the vi-
sual identity design and its applications is described concisely. 
A. Research: material relevant to the ID Lab were gathered and studied. 
Moreover, a visit to the physical premises of the lab took place and a 
thorough interview with the director of the ID Lab was conducted in 
order to gather more information regarding its activities. Afterward, an 
overview of (a) contemporary brand identities (especially in the field of 
higher education), and (b) current and future trends in graphic design, 
was conducted. Similarly, for the website, all necessary material (e.g. 
texts, photographs, links) were gathered and assessed as to what should 
be included in the website. A “moodboard” of ideas and styles that felt 
related to the design brief was created to be used as a reference. 
B. Ideate - reflect: next, some initial drafts were created, taking into ac-
count the role and activities of the lab. After choosing the most promising 
ideas, some variations of the designs were created. Additionally, a pro-
posed structure for the website was delineated and depicted on a wire-
flow. Low fidelity wireframes were designed in order to serve as a basis 
for the structure of each separate webpage. 
C. Design: after some iterations, three different proposals were finalised. 
Different colour palettes and typefaces were selected for each proposal, 
so as to make them more distinct. 3D mockups for each proposal’s appli-
cations were also created. High fidelity mockups were also created based 
on the established 12-column grid system of Bootstrap21. The designs 
were presented on screen and on paper. 
D. Iterate: The selected visual identity proposal was reworked and final-
ised files were exported. Concerning the website, the initial wireframes 
and wireflow were also presented and improved according to the re-
ceived feedback, before the design of the high-fidelity mockups could 
begin. Similarly, the different variations of high fidelity mockups were 
presented and then reworked in order to become better aligned with the 
role and nature of the ID Lab. 
21“Bootstrap Grid System”, 
https://getbootstrap.com/docs/4.0/
layout/grid/ 
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OVERVIEW OF RELATED WORK
 
Contemporary corporate visual identities
In what follows, several examples of contemporary visual identities are 
presented. For most of them, their current (most recent) design, as well as 
their older versions, are showcased for comparison. Furthermore, some 
of them are discussed in more detail. 
Fig. 25 Examples of before-
after brand identities.
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The MTV case
Fig. 26 Variations of the 
MTV logotype
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MTV (1981) is an American pay television channel owned by Viacom 
Media Networks. It originally played music videos on a 24/7 basis. The 
MTV logo is a prominent example of iconic logo design that is versatile 
yet instantly recognisable by fans all over the world (Fig. 26). 
Designed by “Manhattan Design” (Pat Gorman, Frank Olinsky, and Patti 
Rogoff), the large “M” represents the channel’s main focus — music. It 
was decided that the logo would not have specific branding colours, in 
order to be more versatile. According to Frank Olinsky, “knowing that 
many animators, designers, ad agencies, etc. were going to be working 
with the logo made them think how, just like rock music always changes, 
the logo should also. This was a concept that had never been used on a 
logo before. The “M” and the “TV” could be made of any colours and/or 
materials” (Olinsky, MTV logo story). 
After 29 years, the logotype was changed to a cropped version of the 
original one, leaving out the outdated byline “music television” and giv-
ing it a wider, 6:4 angle. 
The Lufthansa case
The “flying crane” logomark of Lufthansa, one of the world’s oldest air-
lines, dates back to 1918 when Otto Firle created it for Lufthansa’s pre-
decessor Deutsche Luft-Reederei (DLR). In the 1960s, Otl Aicher created 
a visual identity framework around it, using the characteristic blue and 
yellow combination (Fig. 27).
For the 100th anniversary of the crane, the entire visual identity was 
reworked to meet the requirements of the digital age.  The wordmark 
and the crane were slightly redrawn for better clarity and the ring was 
slimmed to make the crane more prominent. The blue-yellow colour 
combination was retained but the yellow is no longer a primary colour22. 
Fig. 27 Lufthansa 
corporate identity
22Lufthansa corporate design, 
lufthansa.com
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The Apple case
Apple’s initial logo was an intricate drawing of Isaac Newton created by 
Ron Wayne in 1976. A new logomark was commissioned to Rob Janoff 
the next year, and the iconic apple has remained the same since then, 
aside from some geometric tweaks and the shift from coloured stripes to 
a solid colour fill (Fig. 28).
The wordmark was removed in 1984, and the apple became black in 1998, 
followed by 3D versions and the flat white or grey versions we see today. 
Above, there are some colourful, custom variations of the icon that Apple 
generated as part of the invitations for their October 2018 event — every-
one received a different style on their invitation (Gartenberg, 2018).
Contemporary HE visual identities
In what follows, there are prominent examples of Higher Education and 
Cultural institutions’ logotypes. 
Fig. 28 Apple logotype
Fig. 29 Examples of before-after HE 
brand identities.
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The MIT Media Lab case
Founded in 1985 by MIT (Massachusetts Institute of Technology) Profes-
sor Nicholas Negroponte and former MIT President Jerome Wiesner, the 
MIT Media Lab is one of the world’s most renown research and devel-
opment centres. In 2014, Media Lab introduced a new identity created 
by the design consultancy Pentagram. The goal was to create a new MIT 
Media Lab identity that would be both timeless and flexible. 
Based on the old logo, the Pentagram team generated a simple but un-
conventional ML monogram to serve as the logo for the Media Lab (Fig. 
30). Then, the same underlying grid was used to extend the identity to 
each of the 23 research groups of the Lab23.   
 23MIT Media Lab,
Pentagram
Fig. 30 MIT logotype and 
applications
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The Aalto University case Aalto University is the resulting institution of the merger of the Helsinki 
School of Economics, the University of Art and Design Helsinki, and the 
Helsinki University of Technology. The visual identity that was created 
for the university is versatile and in constant change. It is not static and 
predefined but can be adapted according to the situation, addressing the 
complex nature of a university and its departments (Fig. 31). The main 
typeface used is Helvetica-based Nimbus Sans Bold. 
The MoMA case
Fig. 31 Aalto University 
logotype and applications
Fig. 32 MoMA logotype and 
applications
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Founded in 1929, the Museum of Modern Art (MoMA) in New York is 
considered one of the largest and most influential museums of modern 
art in the world. MoMA’s collection offers an overview of modern and 
contemporary art, including works of architecture and design, painting, 
sculpture, prints, film, electronic media, etc.   
MoMA has one of the most recognisable visual identities in the cultural 
institutions world. Originally designed by Ivan Chermayeff in 1964, it 
was redrawn in a new custom typeface named MoMA Gothic by Matthew 
Carter in 2004. Nevertheless, an organised system that would support 
program material across various channels was required. The museum 
engaged the design consultancy Pentagram to design an integrated iden-
tity system. Pentagram designed a new system that works at any scale, 
from an exterior banner to a print advertisement and is based on the use 
of a grid, dramatic images, and use of the logo in black and white24.
  
Conclusions
After reviewing the latest tech, startup and corporate branding redesigns 
two trends became apparent. First, the logomark (where applicable) is 
often simplified and distilled down to its most pure and unadorned, yet 
recognisable form. Second, the typography tends to become more read-
able, geometric and sans-serif. Summarising, some common patterns 
that can be identified from the visual identities mentioned above are the 
following:  
• Logotypes that are as simple as possible
• Emphasis on readable typography
• Focus on functionality and practicality
• Design around the logo
• Design for the medium 
When comparing these observations to the latest rebranding efforts of 
various universities, colleges and cultural institutions, the overlap is 
patently clear; the same corporate trends have “bled” onto universities, 
both for the logomark and the typography.  One caveat to these trends 
stems from the institutional legacy of each brand and that often translates 
 24MoMA, Pentagram
into reintroducing a small portion of the university’s old insignia into the 
new brand. The other is some resistance to the over-simplification of the 
typography, where bylines (and rarely wordmarks as well) retain a more 
traditional look, using serif fonts.
It also becomes apparent that the adoption of a versatile form is very 
important, and that large institutions such as universities or cultural in-
stitutions require a flexible identity that can represent a diverse group of 
activities or sub-departments and incorporate the essential characteris-
tics of the organization. Similarly to corporate branding, the focus is on 
design systems that can support off- and online applications and not on 
merely creating a static image that would be used as is, regardless of the 
context. 
Current and future trends in graphic and visual identity design
What are the most prominent current and future trends in graphic and 
logotype design? Some of the most influential and wide-spread current 
trends include responsive logotypes, bold typography, custom illustra-
tions, and gradients. 
As the use of mobile devices for browsing became more popular, devel-
opers started experimenting with ways to make web content adapt to 
the users’ devices and screens. Responsive logotypes, like responsive 
web-design, are based on the idea of logotypes altering according to user 
needs. Designer Joe Harrison25, for example, has created an experimental 
project exploring the creation of scalable logos for well-known brands.
As already mentioned, the previous years saw many big companies up-
dating their logos with a more simple, sans-serif look. This approach fa-
cilitates representation on mobile screens and at small sizes, but at the 
25www.joeharrison.co.uk
Fig. 33 Responsive 
logotypes
62 63
cost of individuality. Bold typography in 2018 included extra-large font 
sizes, Helvetica-inspired sans-serif fonts, and experimental (fragmented, 
distorted or visually broken), typography. Creative layouts inspired by 
print design also found their way into web design. Serif typefaces are also 
frequently used to infuse more personality, especially in package design.
As a response to flat UI design, which prioritises visual attractiveness to 
usability, “flat 2.0” emerged around 2016 and is becoming quite popular. 
Flat 2.0 is mostly flat and minimal but employs small shadows and layer-
ing along the z-axis to add depth to the otherwise flat design, improving 
usability and clarity (Ho, 2016). Moreover, it features large and oversized 
imagery and text to make a lasting impression, as well as unobtrusive 
animations. Google’s Material Design is an example of Flat 2.0 style. Gra-
dients, duotones, and vivid colours, bringing a futuristic feeling to the 
overall design, are increasingly making a comeback as a flat-design en-
hancement and have been used by industry leaders, such as Instagram. 
Fig. 34 Foodiest by YuJo! 
and others
Fig. 35 Flat 1.0 vs Flat 2.0 
by BlueCompass
Lastly, designers are inspired by the 80s and the 90s, adding a touch of 
nostalgia to their designs: electric hues, colour schemes inspired by these 
decades, and custom illustrations with retro vibes. Other trends are in-
spired by the Bauhaus and the Memphis Group, using abstract geometric 
forms and infusing a sense of playfulness to the design. 
Future trends
OpenType variable fonts26 are an extension to the Open Type specifi-
cation, announced on 2016. Variable fonts consist of only one file with 
infinite number of letter weight and width adjustments, providing the 
ability to transition from a style to another in a smoother, responsive way. 
Adobe Creative Cloud 2018 includes support for variable fonts in Photo-
shop and Illustrator.
Fig. 36 Gradients daily posters by 
Magdiel Lopez
Fig. 39 3D Type Collections by 
ILOVEDUST
Fig. 37 Avocode by Janis Andzans Fig. 38 Breizeit by Lena Cramer and 
Johanna Dahmer
 26“Variable fonts”, Wikipedia, the 
Free Encyclopedia
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Fig. 42 NeonHoodies by TimTadder
Fig. 40 Audi Q-Riosity by Peter 
Tarka
Fig. 43 Moodboard created during research and ideation phases
Fig. 41 AR in design by DIA_DIA
Another upcoming trend would be colour-gel photography, which — as 
the name suggests — is the use of photography colour gels or filters. This 
technique creates interesting lighting situations featuring delicate colour 
fading and stark contrasts that cannot be replicated in Adobe Photoshop. 
3D design has proved to be a quite persistent trend for the last few years. 
Designers are creating alternative and futuristic worlds that are a blend 
between the real world and imaginary ones. According to Mindsparkle 
Mag27, some trends that are expected to gain more popularity comprise:
• 3D graphics merged with 2D
• Flexible 3D: organic/liquid natural forms and movements in 3D graphics
• 3D and animated typography 
• Augmented reality (AR) in design
272018 Design Trends,
https://www.behance.net/gallery/ 
60273889/2018-Design-Trends 
MOODBOARD
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VISUAL IDENTITY PROPOSALS
Presentation
Design brief
Goal: to design a visual identity for the Industrial Design Lab of the Ar-
istotle University of Thessaloniki. 
Description: The ID Lab belongs to the School of Visual and Applied 
Arts of the Aristotle University of Thessaloniki. It operates in the follow-
ing areas:
• Research: development of new methodological standards and tools 
for the design of usable objects. Research work includes various as-
pects of industrial design theory and practice, such as design think-
ing as a tool for innovation, the socio-cultural aspects of design, etc.
• Design: the Lab is focused on projects emphasising technolo-
gy-driven and human-centred innovation. Moreover, it provides 
services for designing industrial objects from the stage of producing 
innovative ideas to digital/physical modelling and prototyping of 
the product.
• Teaching, coordinating and organising: it offers four industrial de-
sign courses at the School of Visual and Applied Arts and a course 
in the School of Architecture, aiming at introducing students to the 
theory of contemporary design and design practice based on tradi-
tional and modern design techniques.
• Interdisciplinarity and Extraversion: the Lab is aiming at pro-
moting design and design thinking through strategic partnerships 
with other departments of the Aristotle University of Thessaloniki, 
cultural institutions, institutes and production units of the city and 
Greece. Moreover, it organises workshops, lectures, exhibitions, and 
seminars in order to introduce design to other levels of education.
The infrastructure of the ID Lab consists of electronic and laboratory 
equipment, such as PCs, graphics tablets, displays, a small-scale work-
shop and access to services for 3D scanning and rapid prototyping.
MOODBOARD (CONTINUED)
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Some of its design projects include the design and manufacture of the 
fairing for the award-winning student Formula of the Aristotle Racing 
Team (ART) in 2011, as well as the design of an automated single-head 
embroidery machine in collaboration with Compucon S.A. on behalf of 
the SVP Group (Husqvarna, Singer, Pfaff). It was honoured with a Re-
search Excellence award by the Research Committee of the Aristotle Uni-
versity of Thessaloniki, in 2011.
Thus, the proposed visual identity should reflect and communicate the 
multidimensional role of the Lab to all interested parties in an appropri-
ate, clear, and friendly manner. Moreover, it should provide a cohesive 
design incorporating all distinct activities (e.g. design, research, educa-
tion, dissemination, etc.) and a design system addressing the design of 
various applications. 
Proposal I: Uncluttered, doric, technical  
The first branding proposal is primarily expressed by the wordmark set 
in a fixed-width typeface inspired by the typewriter (Fig. 44). Overall, 
it has an austere, unadorned, yet contemporary feel to it. The primary 
colour of the wordmark is black which is simple and strict, yet powerul 
and elegant.The secondary elements supporting this proposal are the in-
conspicuous grid, giving structure and cadence to the compositions, and 
geometric shapes that in their full form represent the holistic approach 
and with the semicircles imply the notion of progress. Thematically, this 
proposal pays a homage to the great architectural and graphic movement 
from the turn of the previous century, while embracing the capabilities of 
the digital revolution era, culminating in a Bauhaus 2.0 style. 
Fig. 44 Proposal I logotype
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Fig. 45 Proposal I applications
72 73
co
ll
ab
or
at
e
research
learn
Proposal II: Expressive, bold, versatile
The second proposal comprises a typographical logomark and a word-
mark, set in Roboto Slab, the slab addition to one of the web’s most pop-
ular typefaces (Fig. 46). The logomark includes the letters “I” from the 
“industrial” qualifier and gives emphasis on the capital “D” for the “De-
sign”. The “L” (as in “Lab”) is camouflaged in the corner shapes that 
define and constrain the logomark while reminding of an architectural 
top view of a room with two exits. The name of the lab is broken down 
in three lines which are partly highlighted by three 3 fluorescent stokes, 
reminiscent of academic course notes with highlights. The predominant 
yellow colour add an energetic and optimistic feel. The ensemble is a 
rectangular expressive logo, unapologetically bold that is recognisable 
from a distance, not unlike a flag.
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Fig. 46 Proposal II logotype
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Fig. 47 Proposal II applications
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Proposal III: Fresh, engaging, modular
The third proposal consists of a geometric original logomark, a word-
mark, and a byline of sorts (Fig. 48). The logomark is a modular synthe-
sis, vaguely forming the acronym “iD”, built like an origami of organic 
shapes (circle and semicircle) and non-organic ones (slanted rectangu-
lar).  The name of the lab is set in the Futura typeface (with some mod-
ifications) followed by a full stop, elevating the name into a statement, 
demanding attention and challenging the viewer to make a stop while 
reading it. Similarly, in smaller capital letters the university name ap-
pears below the wordmark. The tone of this approach is set by the font 
choice and the neon colours, making it the most forward-looking and 
fresh proposal out of the three. 
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Fig. 48 Proposal III logotype
Fig. 49 Proposal III applications
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Fig. 50 Proposal III applications 
(continued)
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WEBSITE DESIGN
Wireframes - 1st version
Before the actual design of the website UI could begin, the creation of 
some initial, low-fidelity wireframes was deemed necessary (Fig. 51). 
Wireframes show layout and content ideas at page-level, and facilitate 
the exchange of ideas early on, without investing significant amount of 
time and resources. These wireframes were used to create wireflows, 
a specification format combining page layout designs with simplified 
flowcharts to document interactions (Laubheimer, 2016).
Fig. 51 UI wireframes version I
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Wireframes - 2nd version
The first version of the wireframes were presented and improved based 
on the feedback received. The second version of wireframes includes 
changes in navigation, pages hierarchy, as well as the structure of some 
pages (e.g. Activities page). Based on these refined wireframes (Fig. 52), 
the design of high-fidelity mockups could commence.
Fig. 52 UI wireframes version II
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Mockups - Proposal 1
All high-fidelity mockups were created using Sketch28. Their purpose is 
to explore the visual appearance of the proposed UI, uncover and refine 
any usability issues, and find any inconsistencies in the design, copy, or 
the overall user experience.
It should be noted that the aim was to design a clear, sophisticated, and 
modern UI, that could communicate the various activities of the ID Lab 
effectively. Thus, unnecessary texts and decorative elements were omit-
ted and the colour palette is kept very simple using mostly black, white, 
and grey. Some elements of the visual identity are used throughout the 
website to give it an integrated and playful character. For example, each 
one of the basic sections is denoted with one of the primary colours of the 
visual identity palette and the use of a different geometric shape. Thus, 
any change in the primary colours or the logomark should not affect the 
entire UI design drastically.
 28https://www.sketchapp.com 
Fig. 53 Website proposal I
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Fig. 54 Homepage (left), design projects 
(middle), and research projects (right) 
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Fig. 55 Mobile view (left), alternative 
versions for the education page (middle and 
right)
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Fig. 56 About, team and contact pages
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Fig. 57 Pages for a design project 
(left), research project (middle) and 
workshop  (right)
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Mockups - Proposal 2 
A second, simpler version of the website was also designed. The main 
characteristic of this proposal is the unconventional and fluid position of 
texts and images, which changes according to the sub-page. The colour 
palette here is even simpler, with the predominant colours being black 
and white; a single hint of colour comes from the logotype. 
Only essential information was kept, so that the focus is on communicat-
ing the projects and essence of the lab. For example, the menus and sub-
scribe/contact forms are discreet and unobtrusive, contrary to the previ-
ous proposal. Use of photographs is limited; no decorative photographs 
were used. The use of technical black and white drawings and lineart is 
proposed. For instance, technical drawings were created based on photo-
graphs, to be used in the “Projects” page (p. 102). 
Fig. 58 Website proposal II
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Fig. 59 Two alternative versions of the 
homepage and hover interaction for the 
second alternative (right)
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Fig. 60 Hover on workshop (left). Menu 
(middle) and about page (right). 
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Fig. 61 Alternative version of the team page 
(left, middle) and education page (right)
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Fig. 62 Contact (left), all projects (middle) 
and research projects (right) indicative pages
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Fig. 63 Research project indicative page Fig. 64 Design projects page (left), hover 
state (right)
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SUGGESTIONS FOR FURTHER IMPROVEMENTS AND FUTURE WORK
The particular thesis project addressed the design of a visual identity for 
the Industrial Design Lab of Aristotle University of Thessaloniki. Apart 
from a literature review on graphic and visual identity design, it also 
presents the design of three original branding proposals and two website 
wireframes and mockups, as well as the design process followed. 
Given the time and word-count restrictions, some further improvements 
could include a more thorough analysis of branding terms as well as de-
sign processes followed by designers and marketers. Moreover, the steps 
of creating a logotype could be analysed more thoroughly and more 
chromatic variations for each proposal could be explored. Finally, sug-
gestions for future work include the creation of line-art drawings that 
could replace the photographs of the team members, as well as the actual 
implementation of the ID Lab website so that different colours and pho-
tographs/images could be tested in realistic scenarios. 
Fig. 65 Design 
project page
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